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ギリシアの「癒しの美術」考―アスクレピオスをめぐるクラシック期アッティカ美術  
Consideration on the representations of the healing in Greek art 





     The cult of Askepios spread internationally in the Greek world only after his entry and 
installation in Athens from Epidauros in the late 420s. With the arrival of his cult in Attica, 
Asklepios, who had been only a local physician hero and in myth a shadowy figure, began to 
be represented as a new theme in the classical Athenian art, particularly in the votive marble 
reliefs which was seeing a new rise together with the funeral reliefs and the document reliefs 
just at that time, or rather in the post-Parthenon period . This article aims to consider how 
Asklepios’ healing and the worshipper’s praying to the god for healing were represented on 
these votive reliefs and to extract some peculiarities of their representations. At first, as rare 
example in the Attic vase painting on which Asklepios appears, a plate by the Meidias 
Painter in Louvain is mentioned because its representation seems to suggest the very event 
of introducing his cult in Athens. The appearance of the personifications there, although it is 
characteristic of the Meidias Painter’s works, is significantly found on the votive reliefs to 
Asklepios on which the god is represented often accompanying Hygieia (Health) or 
personifications of healing (Iaso, Akeso, Panakeia) as his daughters. The so-called 
Telemachos Monument would be not only the most important document of the arrival of the 
cult of Asklepios in Attica, but also the most splendid votive monument to Asklepios with 
inscriptions as well as many reliefs according to its reconstructions attempted two times by L. 
Beschi.  
     On the votive reliefs dedicated in the Asklepieion in Athens, Piraeus and Epidauros by 
patients praying for healing or with gratitude for the recovery, the god appears in different 
forms. What concern us most are the healing scenes and the dedication scenes in which the 
worshipper (dedicant of the relief) approaches to the altar in presence of the god or 
immediately to the god. In the latter scenes Asklepios appears before the worshipper often 
accompanying Hygieia or his other daughters, or even with his whole family and there the 
worshipper also does often accompanying his family. In the healing scenes we see the god 
with Hygieia curing the patient on the bed in presence of the patient’s family. The healing 
scenes would be assumed to be those in a dream which the patient saw and the dedication 
scenes could be called the visionary images that a pious worshipper saw. Both these scenes 
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are distinguished by the intimateness, the immediateness and the closeness between the god 
and the mortal and have a special attraction of the private and popular art different from the 
public and monumental art. These are peculiarities that could not be found in the previous 
representations of the great Olympian gods and that seem to indicate a new view of the 




































































































































































































































































































































































※９番以下の奉納浮彫の年代は LIMC に従う。但し、14 番のみ LIMC に掲載されていないので、Kerényi, C, Asklepios – 
Archetypal Image of the Physician’s Existence (translated from the German by Ralph Manheim), New York, 
































 図１ アッティカ赤像式皿 メイディアスの画家 前415年頃 
































                        図２ ベスキによる「テレマコス記念碑」第一復元図 








































































図４ 「テレマコス記念碑」石板IA面右部分断片 アスクレピオス（レプリカ）パドヴァ市立博物館 



































図５ 「テレマコス記念碑」石板IA面中央部分断片 ヒュギエイア アテネ考古学博物館2477番及びロンドン、 


































図６ 「テレマコス記念碑」石板IA面左部分断片 テレマコス（レプリカ）ヴェローナ、マッフェイアーノ博物 




































図７ 「テレマコス記念碑」石板IB面右部分断片（レプリカ） ヴェローナ、マッフェイアーノ博物館 

































































図９ 奉納浮彫 前400年頃 ペンテリコン産大理石 アテネ、アスクレピエイオン出土 高さ50cm幅66cm 































図１０ 奉納浮彫 前350年頃 ペンテリコン産大理石 アテネ、アスクレピエイオン出土 高さ63cm幅61cm  


























   図１１ 奉納浮彫 前350年より後 ペンテリコン産大理石 アテネ、アスクレピエイオン出土  

























































  図１３ 奉納浮彫 前4世紀 ペンテリコン産大理石 エピダウロス、アスクレピエイオン出土 



















   図１４ 奉納浮彫 前400年頃 ピレウス、アスクレピエイオン出土 ピレウス博物館405番 



























   図１５ 奉納浮彫 前4世紀前半 ペンテリコン産大理石 オロポス、アンフィアレイオン出土 




LIMC= Lexicon Iconographicum Mythologiae Classicae, Zürich/München I-VIII, 1981-1999 
Hausmann1=Hausmann, U., Kunst und Heiltum- Untersuchungen zu den griechischen 
Asklepiosreliefs, Potsdam, 1948 
Hausmann2=idem., Griechische Weihreliefs, Berlin, 1960 
Garland =Garland, R., Introducing New Gods, London, 1992, pp.116-135 
Beschi1=Beschi, L., Il Monumento di Telemachos, fondatore dell’Asklepieion ateniese, in Anuuario 
della Scuola archeologica di Atene e delle Missioni italiane in Oriente N.S.29/30, 1967/68, 
pp.381-436 
Beschi2=idem., Il rilievo di Telemachos ricopletato, in Archaiologika analekta ex Athenon , Athens, 
1982(1983), pp. 31-43 
Smith=Smith, A.C., Political Personifications in Classical Athenian Art (diss., UMI ), 1997, 
pp.319-320 










2 Garland, p.116 
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30 小浮彫（III）A面：Beschi1 p,418  D面：Beschi1 p,419とfig.10 
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